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Practicing Culture of Music in Global Network 
--Focusing on African-American Music and Identity 
Summary 
    Culture is one of the most complicated terms. In the 1800s, some 
researchers have insisted that culture was the best that had been thought, 
and always ideal of people. Culture was the arts of the high culture which 
are classical music or paintings, sculpture and so on. Indeed, in the 
nineteenth century, culture was considered to be separated from everyday 
life. 
     However, in recent years, this definition of culture has been 
questioned. If so, what is culture? Some people would say it is the fashion. 
Others would say it is watching TV or movie.  
In order to understand what culture is, it is necessary to mention the 
Birmingham Centre for Contemporary Cultural Studies (CCCS) which was 
founded by Richard Hoggart in 1964. The CCCS had focused attention on 
not only high culture but also popular culture or media culture like movies 
and music, incorporating diverse theories such as sociology, Marxism, 
post-structuralism, post-colonialism, feminism, and psychoanalysis. The 
CCCS’s studies showed that culture is produced by our practices. Stuart 
Hall who had been the director of the CCCS until 1979 is one of the 
important cultural theorists. He developed his theory called 
Encoding/Decoding which is one of the important theories when studying 
culture even now and also explored the problem of an identity at the CCCS. 
The CCCS’s works indicated that culture has a lots of meanings that could 
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define what we are. They found out that culture is the central to our 
identity and our everyday lives. In addition, these attempts proved the 
importance of studying media. 
Culture is always related to media, and we are all living in media 
culture as it is pointed out by Douglas Kellner (1995). Media culture provide 
a sense of identity. People construct their sense of ethnicity, race, gender, 
and nationalism in media culture.  
In this doctoral dissertation, I will discuss music as the media culture. 
However, it is difficult to talk about the definition of culture of music. When 
we see what culture of music is, what should we focus on? Musical score? Or 
musical notes? Culture of music does not mean the sound and the melody. 
When we study culture of music, we must see the practices of music and 
culture, because music is not singular phenomenon. That is why, I would 
like to start with what is media. 
This dissertation is made up of ten chapters. Chapter 1 aims to 
demonstrate that how the media affects our everyday lives, based on the 
theories of Marshall McLuhan (1964) and Roger Silverstone (1999) and 
Ziauddin Sarder (2000).  
Sarder explains that the media mediated like all human 
communication. News reporting or Internet news such as CNN or Yahoo are 
not immediate. These information are mediated by highly advanced 
technology and involved in vast number of people in the world. 
Marshall McLuhan stated “The medium is the message” in 1964. This 
means any medium or technology changes the scale or pace or pattern that 
it introduces into human affairs. For example, the message of the railway 
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was not introducing useful movement or transportation into human society, 
but it enlarged the sphere of human actions, constructing totally new kinds 
of cities and new kinds of works. Therefore, we can understand the message 
of the media as taking us the other pattern of human society. Taking these 
approaches into account, the media makes us participate in various cultural 
or political practices. Money is the good example of this. If we could not use 
money for purchasing any products or promising our lives, we would not 
work hard for a piece of paper. Money moves our capital market and our 
everyday lives as the message. 
The media produces our social, political, economic, and of course 
cultural practices. Silverstone mentions this is because we have to study the 
media. The media has given us the words to speak, and think as part of a 
reality in which we participate, in which we share and sustain through our 
daily talk or our daily interactions. The media produces our reality, what is 
justice or evil, and even who we are.   
According to Silverstone, we should think about media as a process of 
mediation. Mediation involves the movement and transformation of 
meanings. We always, individually and collectively, directly and indirectly, 
contribute to produce meanings through our daily practices. That is to say, 
we are all mediators. As the mediators, we create our own values, attitudes, 
tastes, the cultures of classes, ethnicities within the process of mediation, 
and as such are key sites for the identities.   
Identity is one of the most difficult topics as well as media culture. 
Those two topics, media culture and identity, interact each other. Stuart 
Hall (1996) explains how identities are produced in the process of the 
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human communication. According to his research, identities are constructed 
within discourses, not outside. We need to understand identities as 
produced in specific historical or institutional sites and specific discursive 
formations and practices, by specific enunciative strategies. Identities are 
also produced through, not outside, difference. That is because identities are 
the consequence of communication to others. We create our identities 
through the Other. This approach of identity is hard to understand, but to 
put it simply, identities are practices how we adapt ourselves to societies or 
circumstances or discourses of which have been already composed.  
We constructed our model through others, and this is the process of 
producing identity. Children identifying with their parents, Women 
identifying with an actress in a soap opera, teenager identifying with a 
musician, citizens identifying with their president. These identifications or 
connections are acted upon. They performed their-selves through the others. 
Our lives and identities depend upon these performances.  
If so, where do we perform? Roland Barthes (1979) and Silverstone 
(1999) answered the question. Their researches suggest we all have our 
stories. We cannot understand another culture if we do not understand its 
stories, and we cannot know how, why and to whom our own storytellers tell 
their tales in that stories offer models and morals, routs to the past and the 
future, goals we desire. Stories drive us to participate in. We exchange 
meanings that we share in our own stories. In this respect, we can produce 
our identities through performing stories that might be movie, novel, 
picture and music. Story is the place we perform. 
In chapter 1, I argue how we produce our identities through the media 
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or the process of mediation. Then chapter 2 turns to music and identity 
based on the paper “Music and Identity” by Simon Frith (1996). Music 
seems to be a key to understand production of immigrant’s, youth’s, and 
minority’s identity, because music offers a sense of self and others across 
classes, race and ethnic groups, gender and nations. Music offers our 
pleasure and ideal in everyday lives. In the same way, identity is always an 
ideal, what we would like to be, not what we are. We do not identify as black 
or white or gay or female through their respective music, rather, we 
participate in imagined forms of democracy and desire. Music constructs 
our sense of identity through the experiences it offers of the body, time and 
sociability, as Frith points out, which enable us to place ourselves in 
imaginative cultural narratives. Therefore, music is the media where we 
can identify with someone and act imaginative-self as the process of 
producing identities.  
Chapter 3 focuses on national identity of the United States. As is well 
known, in the United States which is multicultural society, the “melting pot” 
was once an American ideal that envisions the unification of different races 
and ethnic groups. Generally, it is the origin of the United States that 
Puritans who are called the Pilgrim Fathers reached Plymouth in 1620. 
They have the identity as the God’s chosen people whose mission is the 
construction of the kingdom of God. This religious creed formed the 
American national identity partly through their music. The Bay Psalm 
Book (1640) which is organized by words of the Bible is one example. The 
Puritans sung the book in order to share their creed or goal or identity. 
“Star-Spangled-Banner” is also the core of the national identity. The song 
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has been keeping the American national identity alive for the long time. 
But people who are American citizens were the White Anglo-Saxon 
Protestants who speak English and the other people who did not assimilate 
the Anglo Saxon culture had been suppressed as the minorities. In that case, 
how minority construct their identities. Chapter3 also illustrates the 
relation between African American’s identity and the music of black slaves 
in the United States. 
Chapter 4 argues the value of music. The difference of classical music 
and popular music was constructed in the early nineteenth century, and this 
was influenced by the cognition or knowledge of difference between high 
and low culture at that time. Composers of classical music represented by 
Beethoven and Mozart were always objects of desire for people who were 
living in the upper class. What is to be noted is the notion that is the music 
of low-classes, outside the musical autonomy, might reproduce the 
difference of a race, gender and a class. 
Chapter 5 deals with the process of producing identities in the 
globalization. We cannot argue about an identity without the problem of 
global communications.  
The development of the media technology has changed a shape of 
communication rapidly. We can create a place of self-expression or 
communicate with other people easily by the media like the Internet. In 
other words, rapid change in media technology is in relation to a form of 
culture and identity closely.   
In the moment of Globalization, it’s hard to understand what the core 
of cultural identity, because identity is always and already intrinsically 
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mobile and not thing but process. Music seems to clarify the practices for 
producing identities in globalization much easier in that music beyond 
various differences as well.  
This thesis aims at clarifying how the music as minority culture made 
by the immigrants, youth, and African American, such as hip-hop and jazz, 
constituted their identities by the so-called practice of subcultures in 
relation to scarce economic, political and social resources.  
In addition, I discuss the Global network which possibly invents new 
multicultural society and new democratic forms using the viewpoint of the 
Silverstone and John Tomlinson (1999) in chapter 5.  
In fact globalization is a material reality. Industry, finance, economy, 
polity, and culture are constructed within, global space and global time: 
transgressing boundaries, fracturing communities, universalizing images.  
Indeed we live in the global space. According to Dominic Moisi, today’s 
globalizing world is the ideal fertile ground for the explosion of emotion is 
that globalization raises the question of identity. Moisi notes that identity is 
connected with confidence, and in turn confidence, is expressed in emotions: 
fear, hope, and humiliation. This means that an identity linked with our 
emotions deeply and this global age is the century of an identity.  
If we produce our identities at the global space, how about the 
minority case. They are local in so far as they are minority cultures living in 
their local places, but they also are global in their range or reach. Those are 
not communities, but like networks which are linking members in different 
spaces, in different cities, regions, countries, and the networks are 
operating through media.  
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The globalization fundamentally transforms the relationship between 
the places we are living in or our cultural practices, experiences and 
identities. That does not mean we all live in the global spaces and construct 
our cultural identities in the global places. As Tomlinson’s research shows, 
we experience deterritrialization. We can reach the global network through 
media, yet we again reproduce our experiences or identities at the local 
place. Therefore, the global network where we produce our identities 
changes both the global spaces and our local spaces.  
     In the light of the discussions so far, Chapter 6 aims to the practices of 
African American music in the global network focusing on Jazz. After the 
American civil rights movement, racial, ethnic, and sexual minorities rose 
up to win their cultural, political, economic and human rights. The 
movement has changed minorities’ mind. Minorities realized that they 
should deconstruct their beliefs that the core was White Anglo-Saxon 
culture in the United States and began to demand their identity, tried to 
reconstruct the American national identity.  
     The raising minority consciousness in 1960s harmonized the black 
music, and I argue that this movement was enhanced by the jazz music 
especially focusing on two jazz artists: Miles Davis and Ornette Coleman. 
Ornette Coleman is one of the most famous jazz saxophonists in 
United States. Coleman’s works in 1959 such as The Tomorrow is the 
Question! (1959), The Shape of Jazz to Come (1959), Change of the Century
(1959) literary clamed to change of the country. 
This is Our Music (1960) emphasized the difference of the individually 
performance instead of playing a normal harmony. The performance aimed 
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to express their freedom. Coleman was seeking for what the freedom of 
African American through his music.  
Free Jazz (1961) that describes the freedom music intensely avoids a 
chord progression, harmony, key, and the foundation of European music. 
The unstable of Free Jazz represents the social background at that time.  
Coleman explained the unique expression that is called “harmolodics”. 
Harmolodics is philosophical theory of jazz improvisation or composition 
developed by Ornette Coleman. But this theory is not how play a music with 
a trumpet or saxophone, rather harmolodics is about how you live in our 
society or how can you express yourself. In short, Colman’s music represents 
the way of living or the way of constructing identities, or the body as a 
subject of desire for African American in 1960s.    
Miles Davis expressed the freedom by another way. Milestones (1958) 
and Kind of Blue (1959) were performed by modal jazz which was 
epitomized by Miles. Modal jazz, unlike free jazz and harmolodics, worries 
about a key in order to release from a cord and allow players to play any 
musical scales.  
Miles mentions he wanted the music like Milestones would play to be 
freer, more modal, and more African or Eastern, and less Western. He 
wanted them to go beyond themselves. Miles had been able to use his 
imagination, be more creative, more innovative in modal jazz, and the music 
was itself multicultural music. 
He points out the schools in the United States should teach children 
about jazz or black music. Kids should know that America’s only original 
cultural contribution is the music that our black forefathers brought from 
10 
Africa which was transformed and developed in the United States. Miles 
clamed African music should be studied as much as European music.  
Over the past few years, many researchers have shown an interest in 
Miles Davis. They said that Miles changed the attitude and image of black 
people. In fact, Miles had been acting the strong black man standing up to 
the police that represents the white power, then he became a king or hero of 
African American.  
Miles and Coleman did not only change the music but also transform 
the meanings of black. In this respect, it should be mention that the both 
music were cultural practices to beyond the various differences pushed by 
the power of civil rights movement.   
Chapter 7 focuses on the practices in the rap music. The story of rap 
music as the practices against the government was performed in South 
Bronx. The Bronx had been an attractive area of middle and working-class 
until 1959, however an expressway was built through the center of the 
Bronx, destroying communities. As the result, the South Bronx became the 
poorest area and was dangerous to walk the streets even in daylight.
In fact New York Times reported the Bronx as a lawless area. But, as 
Nelson George depicts, the Bronx was far from a cultural wasteland. Behind 
the decay and neglect the place was a quite visionary creativity born of its 
racial mix and its relative isolation. Hip hop: graffiti art, break dancing, MC, 
and mixing, was born in this lawless district. 
Rap music spreads through the mass media. “Yo! MTV Raps” focused 
on rap music is the most influential music television program and first 
African American dominated series. The music video aired by MTV 
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delivered the story of rap music to throughout the world, then the music 
were practiced at the global spaces. I focus on this global practices of rap 
music analyzing two rap artists, Chuck D and Paris. 
Public Enemy with Chuck D is the pioneer of the rap music, and he 
practices the music in the places which beyond boundaries using technology. 
One example is the MP3: Moving Picture Experts Group (MPEG) 1, Layer3. 
Chuck distributes his Bring the Noise to the audiences by MP3. In 1999, 
Napster, the controversial company, launched it’s software that allows 
people to view the MP3 music files of all the other Napster users. Suddenly 
it can make any music available to people all over the world. Chuck said 
many artists should welcome Napster, and think of it as a new kind of radio.  
Chuck, further, established Publicenemy.com, Rapstation.com, 
Slamjamz.com, Bringthenoise.com to spread his practices. He made the 
radio of rap music using these website for his audiences. Thus Chuck’s body 
has become the subject of borderless, and his music has been 
deterritorialized into the global network.  
Chapter 8, I explain that Esperanza Spalding who is young talented 
jazz bassist and vocalist practices transforming the meaning of African 
American and American national identity.   
The appearance of Barack Obama who is the first African-American 
elected to U.S. presidency indicates that America has been facing a change. 
Obama became the icon of reconstructing the United States in 2008. He was 
also awarded the Nobel Peace Prize in 2013. Esperanza Spalding performed 
at the Nobel Peace Prize ceremony for celebrating President Obama.   
Obama chose Spalding. She performs multicultural and hybrid music 
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including Latin, classic, fusion, blues in that she has multicultural 
background, that is the reason why she was chosen. Spalding also has 
become the icon or body as a new American.  
I focus on especially two songs. “Black Gold” reproduces the meaning 
of “Black”. According to Spalding, this black means the connection of 
African American ancestor and the tradition. When this song reached to 
audience worldwide through the Internet like Youtube, the meaning of 
“Black” transformed the black in the United States into the black as the 
diaspora in the global network.  
“We Are America” criticizes Guantanamo Bay detention camp. 
Spalding says part of the message of this song is, Guantanamo is not our 
America. She reproduces Esperanza Spalding’s America or all the people’s 
in this music video America through the song. “We Are America” claimed 
that the Guantanamo Bay detention camp does not represent America, but 
rather, represents America as our America. “We Are America” questions 
who Americans are from the point of view of the global spaces. 
Chapter 9 tries to investigate into the Arab spring as the place that 
the story of the rap music was performed. African American music has 
already been deterritorialized into the global network. El General and 
Ramy Donjewan who identified with African American rap musicians 
performed the story of Arab spring through their raps. There were so many 
music at the Thrir Square. The place was the space of performing stories of 
freedom and against the government. The people who were in Thrir Square 
constructed their identities through the digital media or global network. 
The story of Hip Hop and Jazz has already been getting into the Arab 
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country. They performed and acted the story of African American music as 
their story at the place. 
African American music is not African American’s possessions. African 
American music composed the network which beyond any borders such as 
nation, race, sex, ethnicity, and an even ideology. 
The question of an identity had shifted from the local problem to the 
global issue. In chapter10, I mention three keywords of the problem of an 
identity: performative choices of culture, the network, and the media.      
We all fashion ourselves and choice various culture from the global 
network performatively. However, in this case, we have to think about what 
is the network concretely. Antonio Negri and Michael Hardt (2000) points 
out the new global form of sovereignty which they call Empire is being 
emerged. Empire establishes no territorial center of power and does not rely 
on fixed boundaries. Empire also manages hybrid identities, flexible 
hierarchies.  
Negri and Hardt (2004), furthermore, argue that the new network is 
grown within Empire. They call the network the multitude. The multitude 
is gathering of the common, and our communication or cooperation are not 
only based on the common, but they in turn produce the common in an 
expanding spiral relationship. The common could create new common in the 
network by our practices.  
The network combines the democratic dreams with far other 
democratic dreams. The various performances would be connected with 
each other in the network.  
It is interpreted from these discussions that the bodies of Miles Davis 
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or Chuck D or Esperanza Spalding would lead us practicing culture and 
constructing the network even in Egypt, Tunisia, and the Union of 
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アート・ホールを中心としたバーミンガム現代文化研究センター(the Birmingham Centre 













































































































































































ば 2011年度には 1億 1000万の補助金が大阪フィルに支払われたが、2012年度には 10％









































































































 平均すればわれわれは人生の活動における約 15 年分を、ただテレビを見ることに費や
している。さらに新聞や雑誌、音楽、インターネットなどを含めると、メディアに触れて









ー(Ziauddin Sardar)は I n t r o d u c i n g  M e d i a  S t u d i e sのなかでメディアについて次のように
言う。
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The Media mediate. You might think news reporting is immediate, but it 
isn’t. It’s mediated. Like all human communication, it has to be put into a 
material form―words, gestures, songs, pictures, writing. The point of 
mediating things is to communicate across space and time with as many 














だからメディアは人々の生き方や日常に影響を与える。Media Culture: Cultural 

























































It is the poets and painters who react instantly to a new medium like radio 
or TV. Radio and gramophone and tape recorder gave us back the poet’s 
voice as an important dimension of the poetic experience. Words became a 
kind of painting with light, again. But TV, with its deep-participation mode, 
caused young poets suddenly to present their poems in cafes, in public parks, 
anywhere. After TV, they suddenly felt the need for personal contact with 

























シルバーストーンがWhy Study the Media？において提示しているように、メディアを媒
介作用(mediation)として捉えてみるのである。
Mediation involves the movement of meaning from one text to another, from 
one discourse to another, from one event to another. It involves the constant 
transformation of meanings, both large scale and small, significant and 
insignificant, as media texts and texts about media circulate in writing, in 
speech and audiovisual forms, and as we, individually and collectively, 

























Precisely because identities are constructed within, not outside, discourse, 
we need to understand them as produced in specific historical and 
institutional sites within specific discursive formations and practices, by 


























































































































































































































































Stories need audiences. Stories need to be heard and read, as well as spoken 
and written. There is also a claim for community within the telling, a wish 
for participation, a drawing in, a suspension of disbelief, an invitation to 
move into and to share, however briefly, another world... They are an 
essential part of social reality, a key to our humanity, a link to, and an 
expression of, experience. We cannot understand another culture if we do 
not understand it stories. We cannot understand our own culture if we do 










シルバーストーンはさらにWhy Study the Media? の 8年後に出版されたMedia and 
Moralityにおいて次のように論述する。
Indeed narrative, as I have already briefly indicated, is central for an 
understanding of the media’s role in the creation of a public space for 
deliberation and judgement. It is through narrative that the world appears 
in its vividness and in its capacity to create and sustain significance. It is in 
the stories we tell ourselves, the historical and contemporary as well as the 
fantastic, that we seek and sometimes find the shareable meanings that 
create the possibility for a shared understanding of the world. Narratives 


































They(identities) arise from the narrativization of the self, but the 
necessarily fictional nature of this process in no way undermines its 
discursive, material or political effectivity, even if the belongingness, the 
‘suturing into the story’ through which identities arise is partly, in the 
imaginary (as well as the symbolic) and therefore, always, partly 






































一方 6 月 19 日のルーフに対する保釈審問で、被害者の娘は容疑者に対し「あなたは私
を傷つけ、多くの人を傷つけたが、神はあなたを許し、わたしもあなたを許す」と述べた









This heartbreaking episode was undoubtedly designed to strike fear and 
terror into this community, and the department is looking at this crime from 
all angles, including as a hate crime and as an act of domestic terrorism. 
(qtd. Hartmann) 

































































音楽と社会学の関係を再検討したアントワーヌ・エニョンの論文、Music and Mediation: 
























Bach is neither the solitary individual born in 1685 to whom history would 
ascribe oeuvre, nor an artificial construct of our modern taste. We listen to 
him today by way of three hundred years of collective labor, and of the most 
modern mechanisms, mechanisms that we created to listen to him but also 





















サイモン・フリス(Simon Frith)は“Music and Identity”のなかで、音楽が集団的かつ個
人的なアイデンティティをいかに生産しているかを示す。
Identity is not a thing but a process – an experiential process which is most 
vividly grasped as music. Music seems to be a key to identity because it 
offers, so intensely, a sense of both self and others, of the subjective in the 















In short, different sorts of musical activity may produce different sorts of 
musical identity, but how the musics work to form identity is the same. The 
distinction between high and low culture, in other words, describes not 
something caused by different (class-bound) tastes, but is an effect of 











































There is in this a cruel contradiction implicit in the art from itself. For true 
42 
jazz is an art of individual assertion within and against the group. Each true 
jazz moment … springs from a contest in which the artist challenges all the 
rest; each solo flight, or improvisation, represents (like the canvasses of a 
painter) a definition of his [ sic ] identity: as individual, as member of the 
collectivity and as a link in the chain of tradition. Thus because jazz finds its 
very life in improvisation upon traditional materials, the jazz man must lose 











ニコラス・クック(Nicholas Cook)は”Music as Performance”においてモーツァルトの弦
楽四重奏を例に音楽をテクストとしてよりはむしろ、スクリプトとして考える。
Whereas to think of a Mozart quartet as a “text” is to construe it as a 
half-sonic, half-ideal object reproduced in performance, to think of it as a 
“script” is to see it as choreographing a series of real-time, social interactions 
between players: a series of mutual acts of listening and communal gestures 
43 
that enact a particular vision of human society, the communication of which 






















First, that an identity is always already an ideal, what we would like to be, 
not what we are. And in taking pleasure from black or gay or female music I 
don’t thus identity as black or gay or female (I don’t actually experience 
these sounds as ‘black music’ or ‘gay music’ or ‘women’s voices’ ) but, rather, 





















Music constructs our sense of identity through the direct experiences it 
offers of the body, time and sociability, experiences which enable us to place 
ourselves in imaginative cultural narratives. Such a fusion of imaginative 
fantasy and bodily practice marks also the integration of aesthetics and 

























































































定義づけられる。リチャード・ミドルトン(Richard Middleton)は“Locating the people: 
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ノア・ウェブスター(Noah Webster)の The American Spelling Bookが出版されたのは
1783年。続いて 1789年にウェブスターは “Dissertations on the English Language” の
中でイギリスではなくアメリカ自身の言語システムをつくるべきだと強調した(Webster 
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Come, join hand in hand, brave Americans all, 
And rouse your bold hearts at fair Liberty's call 
No tyrannous acts shall suppress your just claim, 
Or stain with dishonor America's name. 
In Freedom we're born and in Freedom we'll live. 
Our purses are ready. Steady, friends, steady; 


















“But the deep ordering of identification between individuals and ruling 
power is centred on culture in civil society. This is the real axis of authority. 
It is here, often at a subconscious level, that binding connections between 
might and right are forged. The strongest and most glamorous elements in 































(Ronald Takaki)は A   D i f f e r e n t  M i r r o r  a  H i s t o r y  o f  M u l t i c u l t u r a l  A m e r i c aのなかで次
のように記している。
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They missed the small farming communities where people engaged in 
conversation across hedges and stone walls, and neighbors “visited, talked, 
sang, and danced in each other’s cottages” in the evenings. In America, 
gathering in their homes, church halls, and bars, they created a 













Take this hammer, carry it to the captain 
Take this hammer, carry it to the captain 
Tell him I'm gone 
If he asks you was I runnin' 
If he asks you was I runnin' 
Tell him I was flyin' 
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If he asks you was I laughin' 
If he asks you was I laughin' 
Tell him I was cryin' 

















コミュニティを形成する最重要の媒体であった。これらはかつてピューリタンたちが T h e  




地位向上にかすかな光が見えた頃、Slave Songs of the United States (1867)は出版され










This train is bound for glory, this train 
This train is bound for glory, this train 
This train is bound for glory 
If you ride it you must be holy 
“This Train”では天国や福音といった言葉を使いながら、鉄道が生活を変えてくれる象
徴として語っている。さらに“Get On Board, Little Children”をあげておく。
This train is bound for glory, this train 
This train is bound for glory, this train 
This train is bound for glory 
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If you ride it you must be holy 
This train is bound for glory, this train 
The gospel train is a-coming 
Get on board little children 
Get on board little children 
There's room for many a more 
The fare is cheap and all can go 










Git yo’ ticket, Git yo’ ticket 
Git yo’ ticket, Good Lawd,   
Git yo’ ticket,  




Bound for Glory….   
















































































デイヴィット・クラーク(David Clarke)は“Musical Autonomy Revisited”のなかで、19
世紀初頭における音楽の捉え方に対する変化について理論家たちの独自のパラダイムの構
築に注目する。
Already among the Enlightenment philosophes we can detect a move away 
from previous understandings of instrumental music as mimetic – a 
emulating sounds in nature, or imitative of the human voice itself, or an 
analogue for rhetorical oratory – toward a view that such music may be its 





















































族レベルの社会集団も同時に再生産される。“Music Education, Cultural Capital and 


























































































































































































































ローレンス・グロスバーグ(Lawrence Grossberg)は“Identity and Cultural Studies: Is 






















































The Geopolitics of Emotionのなかでドミニク・モイジ(Dominique Moisi)はグローバリ
ゼーションの問題がいかにアイデンティティと関連しているかを次のように述べる。
But the primary reason that today’s globalizing world is the ideal fertile 
ground for the blossoming or even the explosion of emotion is that 
globalization causes insecurity and raises the question of identity. In the 
Cold War period there was never any reason to ask, “Who are we?”… But in 
an ever-changing world without borders, the question is intensely relevant. 
Identity is strongly linked with confidence, and in turn confidence, or the 
lack thereof, is expressed in emotions-in particular, those of fear, hope, and 
































































































Recognising the relatively short span of cultural memory, which allows us to 
forget previous cultural appropriations, does not invalidate the experience 
of ‘invasion’ by new practices and products where it occurs: pointing out the 
historical inconsistency of a British jazz fan’s objection to the ‘swamping’ of 
popular music by American rock will probably cut little ice. But recognizing 
the complex chronic nature of cultural interaction and change and hence the 
constant reconstitution of cultural identities does pose problems for the 

























But, more generally there are the numerous small, routine ways in which 
individual human subjects attempt, as Marshall Berman (1983: 348) says, 
to make themselves ‘at home’ in the world of global modernity, to live with 
its transformations and generate new identities and narratives of personal 
meaning out of them. Secondly, there is the simple but important fact that 
we are all, as human beings, embodied and physically located…the locality 
continues to exercise its claims upon us the physical situation of our 
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Motown’s merging of gospel traditions such as tambourines, clapping, call 
and response and advisory lyrics, with the interest in a greater freedom of 
expression, provided a base for Motown and other soul singers to contribute 





















































































































































 また 1900 年代初頭において、ラジオやレコードは集団の形成という意味で重要なメデ






















































































































































































































































































I wanted the music this new group would play to be freer, more modal, more 
African or Eastern, and less Western. I wanted them to go beyond 
themselves. See, if you put a musician in a place where he has to do 
something different from what he does all the time, then he can do thatbut 
hes got to think differently in order to do it. He has to use his imagination, 
be more creative, more innovativeSo then hell be freer, will expect 
things differently, will anticipate and know something different is coming 







Kind of Blue also came out of the modal thing I started on Milestones. This 
time I added some other kind of sound I remembered from being back in 
Arkansas, when we were walking home from church and they were playing 
these bad gospels. So that kind of feeling came back to me and I started 
remembering what that music sounded like and felt like. That feeling had 









































Its a shame the way our country has treated black people and our 
contributions to this society. I think the schools should teach kids about jazz 
or black music. Kids should know that Americas only original cultural 
contribution is the music that our black forefathers brought from Africa 
which was changed and developed here. African music should be studied as 


































































































































































































































































ール・サベージ(Paul Theberge)は“’Plugged in’: Technology and popular music”で次のよ
うに言う。
Technology is also an environment in which we experience and think about 
music; it is set of practices in which we engage in making and listening to 
musical songs; and it is an element in the discourses that we use in sharing 
and evaluating our experiences, defining, in the process, what music is and 







































一化していくプロセスを生み出す。ローズ・トリーシャ(Tricia Rose)は Black Noise: Rap 
Music and Black Culture in Contemporary Americaのなかでラップについて次のように
記す。
Rap’s poetic force, its rearticulation of African-American oral practices, and 
its narrative strategies are central to rap…. Rap music blurs the distinction 
between literate and oral modes of communication by altering and yet 
sustaining important aspects of African-American folk orality while 
embedding oral practices in the technology that produce it; and in rap, oral 
































The Bronx had been a stable, attractive area of middle and working-class 
homes until 1959 when an expressway was built through the centre of it, 
destroying communities and leaving the South Bronx – already the poorest 
area – as an isolated ghetto. By the mid-Seventies urban blight was all over 
the Bronx –it was dangerous to walk the streets even in daylight. Gangs 
119 
such as the Black Spades and the Savage Nomads fought turf wars. Yet 
within a culture that had an estimated 300 gangs with 20,000 members 


















を構成する場であった。hip hop americaにおいてネルソン・ジョージ(Nelson George)は
サウスブロンクスという場がむしろ文化的な活気に満ちていたと記している。
Yet, in 1976, the real Bronx was far from a cultural wasteland. Behind the 
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decay and neglect the place was a cauldron of vibrant, unnoticed, and quite 
visionary creativity born of its racial mix and its relative isolation. It was 
within its boundaries that the expressions we associate with hip hop―
graffiti art, break dancing, MCing, and mixing―all have roots.(George 10) 







































































































らの音楽をストリートでの反政府運動として表現させる。そして続く It Takes a Nation of 
Millions to Hold Us Back (1988)、Fear of a Black Planet (1990)で重く響き渡るベース音
や印象的なサンプリング、スクラッチを駆使しつつ商業的に大きく成功していった。23 強





















Elvis was a hero to most 
But he never meant shit to me you see 
Straight up racist that sucker was 
Simple and plain 
Mother fuck him and John Wayne 
Cause I'm Black and I'm proud 
I'm ready and hyped plus I'm amped 
Most of my heroes don't appear on no stamps 
















共有を可能にするサービスを 1999年に Napsterが開始したのである。CD 音源をファイ
ルによって交換できる仕組みは、音楽業界に商業的なダメージを与える可能性を大いに含






はファイル共有をする Napster を後押しする立場をとった。チャックは 2000 年 4 月 29











Moving Picture Experts Group(MPEG)1, Layer3の略称で、音声を圧縮伸長する技術の
ひとつであるが、著作権保護機能が組み込まれていないがゆえにインターネット上で瞬く
間に広がっていく。声の抑圧、資本主義の搾取を批判するかたちでアトミック・ポップの


















































パブリック・エナミーは“Son of a Bush”という楽曲でより直接的にブッシュを批判した。
I'm just sayin', sayin' who voted for this asshole of the nation 
Deja bush, crushed by the head rush 
When I wrote the first bum rush 
Saw you salute to the then vice prez 
Who did what raygun said 
And then became prez himself went for delf, knee deep in his damn self 
Stuck in a 3 headed bucket of trilateral bush-it 
You ain't never heard so much soul to the bone 
I told y'all when the first bush was tappin' my telephone 
Spy vs spy, can't truss 'em as you salute to the Illuminati 
You know what take your ass to your one millionth party 
He's the son of a bad man 
He's the son of a bad man 
Son of a bad 
He's the son of a bad 
























“The underlying desire to personalize each action can make others envy or 
hate us. That impulse informs our walk―the hipster’s cool bop, the crisp 


















They “did” London, Amsterdam, Norway, Sweden, Denmark, and Germany. 
Recalling Public enemy’s first world tour Chuck D wrote in Fight the power: 
It was a great experience. That’s when we realized that if we never 
dominated the U.S. market we would take the markets that nobody else 
wanted―the rest of the world” The Internet was a way for group to stay 













位を取得した彼は、その後最初のアルバム、T h e  D e v i l  M a d e  M e  D o  I tをリリースする。
パリスは、黒人解放のために急進的な方法で社会に訴え、一時は武装をも呼び掛けていた




プ文化から出現したラッパーなのである。S l e e p i n g  w i t h  t h e  e n e m y(1992)に収録された
“Bush Killa”はアメリカ大統領の暗殺を描いたがゆえに自主製作での発表を余儀なくされ
た。曲は当時のアメリカ政府を黒人抑圧の歴史と重ね合わせながら批判する。
Trumpets sound when I push the program, 
Swinging the sword of the righteous, 
Make devils drop and they just can't spite this, 
P-Dog the Bush Killa, 
Cause Iraq never called me "nigger", 
So what I wanna go off and fight a war for?, 
Now my brother down South said, "Fuck the Police", 
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All I see on the tube is the punk black role model, 









ゲリラ・ファンク・レコーディングスを立ち上げた。そこで 2003 年に制作された Sonic 
Jihad のジャケットは、ホワイトハウスへ向かって飛行機が突っ込んでいく写真である。
パブリック・エナミーの It Takes a Nation of Millions to Hold Us Backと同様に、強烈
なインパクトを持つ Sonic Jihadのジャケットの下部にも「誰が悪魔の戦争を創りえるの
か？」(Who is able to make war with the beast?) という文字が印刷されている。彼にと
ってアメリカは神の国ではなく、戦争を生産する悪魔だと主張するのである。
1stシングルの“What Would You Do? ”では、マスメディアから視覚的、聴覚的に漏れて
くるプロパガンダを拒絶し、ジョージ・W・ブッシュ政権のレトリックを非難する。“What 
Would You Do? ”の歌詞には、毎日テレビやラジオから流れるテロの恐怖という政府のメ
ッセージと、ブッシュ政権の戦争に対する批判が込められている。
And now I'm hopin' you don't close ya mind - so they shape ya 
Don't forget they made us slaves, gave us AIDS and raped us 
Another Bush season mean another war for profit 
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All in secret so the public never think to stop it 
The illuminati triple 6 all connected 
Stolen votes they control the race and take elections 
It's the Skull and Bones Freemason kill committee 
See the Dragon gettin' shittier in every city 
What would you do if you 
knew all of the things we know 
Would you stand up for truth 
Or would you turn away too? 
And then what if you saw 
All of the things that's wrong 
Would you stand tall and strong? 
Or would you turn and walk away.. 
Now ask yourself who's the one with the most to gain (Bush) 
'Fore 911 motherfuckas couldn't stand his name (Bush) 
Now even niggas waivin' flags like they lost they mind 
Everybody got opinions but don't know the time 























パリスがチャック・D に最初に会ったのは、パブリック・エナミーが 1990 年の
“Anti-Nigger Machine”におけるビデオ撮影を行った時である。互いの音楽に参加しなが








































































特に 2001 年に設立されたヒップホップ・サミット・アクションネットワーク(Hip-hop 
Summit Action Network、以下HSAN)はヒップホップ世代の人々に大統領選挙を大きく
注目させるきっかけとなった。HSANはデフ・ジャム・レコードの共同設立者であるラッ





















































































































スポルディングは自らの音楽を、“I know You know”のような歌詞がついたポップ・ミ
ュージック的なものか、あるいは個人的かつ室内楽的なものかという大きく二つに分けた
見方をしている。その分類を具現化したものが 2010年の Chamber Music Societyと 2012


























The Shift from genre communities to scenes is a combined outcome of 
eclectic consumer behaviour and subsequent changes in global 
music-industry trends….a scene is a complex fusion of global and local 
influences that doesn’t follow a particular genre tradition, but instead 
embraces a range of genres, sub-genres and localised narratives in its 











































Hold your head as high as you can 
High enough to see who you are, little man 
Life sometimes is cold and cruel 
Baby no one else will tell you so remember that  
You are Black Gold, Black Gold 
You are Black Gold 
Now maybe no one else has told you so 
But you're golden, baby 
Black Gold with a diamond soul 
Think of all the strength you have in you  
From the blood you carry within you 
Ancient men, powerful men 









































のです。“Radio Music Society”は皆が Free The Slavesに波長を合わせてくれ
ることを願っています。5 月に行った北アメリカツアーの売り上げの一部はこ
の価値ある組織に寄付されます。一度 www.freetheslaves.netへ訪れてみてく










隷解放の再演をスポルディングは Free The Slavesを通して呼びかける。2012年の 12月
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4日、スポルディングはニューヨークですべての収益を Free the Slavesに寄付する名目の















This sounds really freaky deaky, but it’s true. And it scared the bejesus out 
of me, so I guess that means that’s what I’m supposed to do. Because 
usually when something seems freaky and impossible that’s when it gets 











































Part of the message of the song is, this (Guantanamo) is not our America. 
We are America. I'm America. Esperanza Spalding's America. And all the 
people in this video are America. And no, we don't condone this behavior 
and we don't want it anymore. We don't want our America to be doing this. 
And that's why the song is really celebratory, you know? It's not heavy. It's 
not sad. It's not angry. We're saying, yes, let us celebrate this freedom that 
we have. And make sure that our voices are heard. That this is not the 























































































































動力として 1 月 25 日革命へと突き進めた。ハーリド・サイード事件に伴って、チュニジ
アのベン・アリー政権の崩壊は、ムバラク政権の打倒を目指すネット世代の人々に革命の




























































































































































From his viewpoint, there is a kind of continuum of language and purpose from 
early Koranic verse to today's Arab-language MCs. The Arabic word taaliq, he 
notes, has the same root as the word muallaqat, which refers to the first 



























































Mr. President, today I am speaking in mame of myself and of all the people
who are suffering in 2011, there are still people dying of hunger
who want to work to survive, but their voice was not heard
get off into the street and see, people have become like animals
see the police with batons, takatak they don’t care
even the law of the constitution, put it in water and drink it.
we are living like dogs
Mr. President your people is dead  
many people eat from garbage  
and you see what is happening in the country  
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misery everywhere and people who have not found a place to sleep  


























していた。そして“Tounes Bledna”(Tunisia is our country)が 12月 22日に YouTube上で
発表される。
Tunisia is our country, with politics or with blood! 
Tunisia is our country and her men will never surrender! 
Tunisia is our country, the whole people hand-in-hand! 
Tunisia is our country and today we must find the solution!  












エル・ジェネラルは FPでの Laren E. Bohnによるインタビューで次のように話す。
I'm just a Tunisian citizen. I'm Muslim. I'm an African from a poor country. 
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I'm proud of my heritage. I'm 21. I travel but I mostly stay in Sfax. My 
family is here. My parents have regular jobs; my mom owns a book store 
and my dad works at the local hospital. My girlfriend -- I call her my wife -- 
she's here. We'll probably get married soon. I made her a revolutionary; 
she's a revolutionary in love. (Web) 







The next revolution. We need a new revolution. We will protest again, we 
will take to the streets if we do not see change. There's no magic button to 


























































































My Arabic identity is a digital bedouism," he writes. "No nationalism, no 
nostalgia, only passion for creating our new identity. This is how I 


























































2011 年 7 月、国連教育科学文化機関（ユネスコ）の親善大使としてハービー・ハンコ
ックが任命され、グローバル規模でジャズの価値観や物語を共有するプロジェクトを開始
した。ユネスコ総会は 4 月 30 日を「国際ジャズデイ」と定め、毎年この日にグローバル
規模のコンサートを開いている。「国際ジャズデイ」の主な目的としては、平和と結束、
対話、人々の協力関係を推進する力、および教育的ツールとしてのジャズの価値を国際社



















































































ゴードン・マシューズ(Gordon Mathews)は Global Culture/ Individual Identity: 




There is also the realm of use. We fashion ourselves from the cultural 
supermarket in a number of areas, among them our choices in home decor, 
in food and clothing, in what we read, watch, and listen to in music, art, and 
popular culture, in our religious belief, and in ethic and national identity 
itself: whether, in the United States, to identify oneself as 
Hispanic-American or as American; whether, in Hong Kong, to be Chinese 























































なネットワーク状の主権としてのマルチチュードであるとネグリとハートは M u l t i t u d e :  
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The conditions of the production and reproduction of the social life of the 
multitude, from its most general and abstract aspects to the most concrete 
and subtle, are developed within the continuous encounters, 
communications, and concatenations of bodies….The multitude is a diffuse 
set of singularities that produce a common life; it is a kind of social flesh 
that organizes itself into a new social body. This is what defines biopolitics. 




Our communication, collaboration, and cooperation are not only based on 
the common, but they in turn produce the common in an expanding spiral 
relationship….Anyone who works with information or knowledge…relies on 
the common knowledge passed down from others and in turn creates new 
common knowledge. This is especially true for all labor that creates 














































Production based on cooperation and communication makes perfectly clear 
how the common is both presupposition and result: there can be no 
cooperation without an existing commonality, and the result of cooperative 
production is the creation of a new commonality; similarly, communication 
cannot take place without a common basis, and the result of communication 
is a new common expression. The production of the multitude launches the 
common in an expanding, virtuous spiral. This increasing production of the 
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common does not in any way negate the singularity of the subjectivities that 
constitute the multitude….This common production of the multitude 
implies a form of constituent power insofar as the networks of cooperative 







































































































But the modern is not merely defined by the logics of difference and individuality; it is 
also built upon a logic of temporality. That is, the modern embodies a specific 
temporalizing logic and a specific temporality. But the relationship goes deeper, for at 
the heart of modern thought and power lie two assumptions: that space and time are 
separable, and that time is more fundamental than space. This bifurcation and 
privileging of time over space is, I would argue, the crucial founding moment of modern 
philosophy. (100) Lawrence Grossberg. “Identity and Cultural Studies: Is That All There 






Representation is the production of meaning through language. In representation, 
constructionists argue, we use signs, organized into languages of different kinds, to 
communicate meaningfully with others……Language does not work like a mirror. 
Meaning is produced within language, in and through various representational 
systems which, for convenience, we call ‘languages’. Meaning is produced by the 
practice, the ‘work’, of representation. It is constructed through signifying – i.e. 
meaning-producing – practices. (28) Stuart Hall. Representation: Cultural 





































I am interested in the possibilities of political identities and alliances. My discussion of 
agency- and its difference from either subjectivity or ‘identity’ (self) – would seem to 
suggest the need for a radical rethinking of political identity (and the possibilities of 
collective agency). It seems to suggest the concept of a belonging without identity, a 
notion of what Giorgio Agamben (1993) has called ‘the coming community’. (103) 
Lawrence Grossberg. “Identity and Cultural Studies: Is That All There Is”, Ed, Stuart 





























ったため、著作権をめぐって議論になった。1983 年に音を電子的に転送できる MIDI が開発され、ド
ラムマシーンやサンプラーとパソコンをつなげることで、デスクトップ・ミュージック(DTM)として、
音楽制作はよりコンパクトになった。音楽機器の変遷については Paul Thebere. “’Plugged in’: 





ミンストレル・ショウ、ブルースからヒップホップまで』(226)。または Tricia Rose. Black Noise: Rap 
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Music and Black Culture in Contemporary America (63-64)を参照。
20 70年代の混乱のなかで、ディスコやファンクを通して自己表現を行ったヒップホップの第一世代をポ






















29 アメリカの分裂という問題は主にアーサー・シュレージンガー(Arthur Meier Schlesinger )の The 
Disuniting of America: Reflections on a Multicultural Society (1998)やサミュエル・ハンチントン
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